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Nhether something of historical significance is hidden in a 
composer's music is left completely to chance, He should 
forget it and just write good music. Everyone knows what 
good music is but noone will believe himself. 


Apollo imposes rationality upon unrationality - the White 
Goddess. Please! The muse must always be original. 


New art form - use movie technique but present snap pictures 
so short as to be dependent on viewers consciousness. 


Thinking of "concrete' concepts (cube) within consciousness* 
is subject to voluntary cualification by the other qualities 
of consciousness, imagination and conception, The inclusion 
of all of these conceptual colors in the presentation of 
something (work of art) is the aim of my musical offering. 
Previous art has confined itself to one or the other of these 
values, (impressionism, baroqueism, etc.), and to various 
ideas of the accurate representation of nature or its represen 
tation as relates to one of these values. 

*Imaginary production of a concept which has previously been 
learned by perception or "quasi-observation" - (Sartre). 
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CONSIDERATION OF THE SOCIOLOGICAL ENVIRONMENT IN WHICH 
COMPOSITIONS ARE PRESENTED 


It seems to me that of all the environments that are available 
in the world, the concert is certainly one of the most closed, 
ugly and stuffy ones to be found, 


This is a public outcry against the institutionalization of 
modern music. I don't want to write "modern music" as the 
convention dictates - nor do I want to write "old music". 
Where does that leave me? With the concert, that's where it 
leaves me, a horribly unexciting environment, compared to those 
that are available. People come with preset images concerning 
what will happen. Many contemporary concerts have become 

as boreing as going to hear a straight-laced, penguin-tailed 
philharmonic orchestra play a Dvorak Symphony in a bland and 
dispassionate manner. 


Why has everything become so cramed full of "pompous petty 

German seriousness", All of these silly conventions merely 

Aebase the art form in the same way as does the institutionalization 
of anything else. Look at this festival; the quantity of really 
new ideas, (which I believe a festival like this should be a 
sounding board for), was almost nill. Everything presented, 

with a few exceptions of course, was so very carefully conservative 
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that no new reactions by the perceivers were possible. it 
|makes m me sick to think how many times people sitting in front 
jof me would turn around during the performance of something 
|1ike "Hiller's piece", and say, "Is it all right to laugh?" 
We are dealing with a psychological prison when we are dealing 
pass the concert hall. 


|New music, or at least, true music of our time wasn't meant 
for that kind of massacre. You can almost see it in pain, 
|tzying to express something new, trying to break out of all 
of these stupid bounds, but it can't because of the etiquette 
lot the stage. 

| 


|Modern music, as a term, has come to represent something that 

|I dont't think was at all intended, Everything has become 

= official. How can you carry over this kind of attitude 

about music like Hiller's or music that was intended to cut 

|down this illness of seriousness. Why lock contemporary music 

|up in a 19th century concert hall? Why put people all in straight 
|rows so that they are all alike and can only see and hear in 

jone direction? 


Every concert is the same. It has a begining and an end and 
most always an intermission that is ten or fifteen minutes 
long with two water fountains. And we all know what the term 
"good programming" means and we know equally well that this 

or that concert will be beautifully exemplorary of it. The 
bad thing, as I see it, is that by extrapolation, any conven- 
tionalized sociological environment, like the "institution of 
the concert' brings with it the stimulation of expected prese 
images. on the part of the perceiver. I contend that there i 
nothing as stifling to the creative imagination of the perceiver, 
(which, after all, art is meant for), than that. 


If this is not taken into consideration, then "festivals of 
contemporary arts", will become just as debased as this sick 
attitude that has caused all of these new, modern "centers 

for the performing arts" that are croppinc up all over the nation, 
that do nothing but debase art by turning it into "culture" 

and putting it into "museums" that result in money making 

Schemes, 


And the worst thing, the worst thing, is that the composers 
become taken in and the music begins to sound like this 
attitude. As a result we have a lot of boreing sounds in 

a conventional environment that masquerade as "music of our 

c time". This is the real tragedy. And it is caused by the 
mistake of putting the perceiver in the straight-jacket of 
|the preset image. When you do that you are being as dogmatic 
jand as artistically fascistic as it is possible. You are 
|being a dictator of the imagination by forcing everyone to 
|look at things through this mold; Let's face it, music has 
|changed since 1850 and changed radically. But mold the concert, 
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‘This is absurd and this is the main point of my argument, 
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Strike out the work, artist. We have got to include the spectrum 
of all human moods. 


Music=religion 


Communicative relationships to: 

1. random world 

2. interélationships music 
3. music to actors 

4. actors to music —ÓÀ asks 
5. musicians to music p 

6. music to musicians | 


perceivers actors 
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actors parts 


random world 


created world 
(message) 
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perceivers 


A trip to San Francisco to find a new school to go to. 
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| me twelve-tone theory is, in some ways, a false philosophica 

| concept, We begin, in earlier harmony, with all things being 
related to one basic concept, in fact, divisions of a fundamental 
|whole or, conceivably, combinations of an extremely small 

|unit. As these relationships get more and more complex, the 
|twelve-tone theory comes into being, an attempt to do away wit 

| the relationship to a fundamental and to establish all funda- 
mentals as equal in importance, This seems to be a denial of 

Gat |relationship theory as a concept and a move toward the idea 

that all things are of equal organic importance and are in 

no way dependent upon being related to one another, Then 
composers went forging ahead and invented many relationships 

for these independent elements to exist within, (combinatoriality, 
etc.). So, we now have an infinite number of independent elements 
dependent upon their relationship to the other elements for 

their existance, 


John Cage would like to say that we are locked in a dualistic 
state of affairs. That is to say, we have only two possibilities 
at our disposal, that of order and disorder, the deviation 
"xc from an existant pattern. It is true that each of these ideas 

is dependent on the existance of the other for its life, (an 
"e actual order in itself), that to have disorder we must have 
|order to know that it is disorder and vice versa. Cage would 
say that he has something that is based on niether of these 
ideas. However Mr, Cage is forgetting the so called "intelledtual 
montage", Here we have several elements, supposedly independent. 
However, the only way that they could be independent is for 
each of them to be presented by itself, This is not possible 
as we are forced to deal with the elements of time and space. 
Any object, A, that exists in time and space will be, of 
|necessity, juxtaposed with another object, B, and that any two 
{or more objects, A and B, when put in juxtaposition produce 
E perception, C, is a fact that cannot be denied. Here we have 
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relations and I, for one, think that there is something beaugiful 
in things being related. 


We also have at our disposal a new way of looking at craft. 

Until now we have been forced to deal within time and space. 

Why not deal with these two elements instead of within them. 

I believe that these are the two basic elements of all perception, 
that are not social, (a subject not related but equally important). 
All perception can be defined as a function (probability) of 

these two elements. We have been blinded by our own involeme 
| in art to its basic elements and have not used them yet. How 
stupid. 


Musically speaking, these are some functions of the elements: 
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SPACE: TIME: 

topography macrotime - movements 

location rhythm 

amplitude or loudness | pitch (tone) 

(a perception of distance) timbre 
harmony-melody 

some concepts of contour duration 


and melody could fall here 


I am thouroughly convinced that everything is a correlary 

to perception of space or time, their combinations, and movement 
through these areas, The movement through these areas is almost 
social as you only perceive it as a relation to something else 
in time and space. 


All this is purely craft, Inspiration is purely social and 


| craft must adapt itself to the social end, 
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The learning of an object by infinite progression is no longer 
necessary in art. In the consciousness it appears thereafter 
in a single unit or orgasm. Thus,it is presented in art, the 
total effect of consciousness as well as the trunkated units 
of erruption. 


Now theilistener is an inherent part, in truth his participation 
is the heart, the life blood, the breath of the art. 


My aim is the inclusion of all of these worlds of the complete 
insanity of the inclusion of all prejudices of the mind, the 
representation of the total mind, not simply the representatian 
of which ever quality a period of history seems to emphasize 


My music shall be constructed so that the performer can make 
his consciousness felt also. 


The listener is required to participate because he cannot 
receive an effect from the art unless he injects hts metamorphic 
qualities of consciousness, since a "concrete" image is not 
there, The art is, rather, a vehical for the erruption of 
consciousness from any geing no matter his capacity as a 
participant. All are of equal importance. Art is no longer 
exclusively the composers', painters' or writers' world. 
Moreover, now all can be creators. 


When I produce a chair as the subject of my consciousness it 
can exist as a chair, how would it exist in 1750, how in 
1850, how about tomorrow? 


This is why it is so frustrating to be a modern composer, (by 
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music being played. This is directly opposite to much 


the work by creating a piece. Now I must find a performer 
willing to create with his consciousness on an equal level. 

I have found only a few close friends. This is also a reason 
for my shunning the idea of performing my own music, I want 
three participants and do not wish to combine any of them. 
And last, I must find listeners also willing to create, This 
is even more difficult and is also a reason for my refusing to 
play my music for those unwilling. 


My greatest dissapointment as an artist comes when one who, 

I am sure, does not understand his responsibility as a hearer 
of my music, comes to me and , for reasons I do not know, says, 
"TI liked your piece." 


Never befor has so much demand been made on all three parties 
especially upon the listener. He must meet it or, as you say 
the death of serious music is emminent, For without it no 
new music can be created and the old will soon wear out, 


The biggest offender today is probably the institutionalized 
orchestra, It is still living in the 19th century and refuses 
to be involved as I have outlined. Only a few conductors 
understand and then they must confront the critics. Although 
it is one of my favorite mediums, I can not blame some modern 
composers when they say that they wish the orchestra would be 
abolished, Perhaps that is why I strive so toward conducting 
so that I might helf effect a change. 


Previous music has been dependent on the presentation to an 
audience of preset images, New the audience must use all of 
its conscious tools of imagination and create its own images, 
conceptions, and perceptions. Art is no longer a passive 
affair in which the listener's only role is to receive perceptions: 
his conscious activation and participation must exist if the 

art is to be complete. The music is the vehical for his irru£ion;--^. 
Instead of sitting in his chair and.ónly hearing, his mind 
should explode, as well it will if ge will alow it. Maybe he 
shouldn't sit in a chair but possibly each listener should be 
given a room in which to act and become free, Maybe the real 
culprit is the institutionalized concert. Some other method 
must be sought. 


At any rate, the art must have total activation and participation 
or all is a hugh encompasing waste. In fact, this is "social 
realism". Without social realism everything is a tragedy, 

a tragedy beyond compare, a waste vaster than a desert as lare 


as a galaxie, 


Sartre explains how one reaches an "image" of a person by the 
"mediation" of a picture of that person. This is parallel to 
the situation in art. The listener must arrive at his own 
"image" or conscious state through the "mediation" of the 
of the 
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| forgoing practice. They, in many cases, were content to present 
| images first, or concepts, or precepts, or the representation 
|of nature or reality as relates one of these. 
|This, to me, is entirely insufficient. The modern audience 
|must use its consciousness to create its own condition. It ca 
Ino longer sit passivly and receive pictures, It must use the 
vehical of sound to mold its own forms and shapes asran equal jpart 
|of the art, Never befor has art offered such a grand oppertunüty 
| to the beholder, and yet some people complain of being bored. 
Those are the people that won't meet the challenge of this 
oppertunity. Some, with misunderstanding, but at least with 
| interest, look to "“quasi-authorities" to obtain their images, 
|Then, as a result ôf a chain, the singly image of the "cuasi- 
| authority" becomes accepted by a crowd as a rationalization 
|of the sound, 


What a tragedy! 


|When a set image is adopted for a péece it has been most brutally 
and savagely murdered. Torn to a shreded, bloody death by 
|chickens picking with their misunderstanding beaks. The chickens 
didn't know that it could have saved them if each one of them 
had believed in social realism. 


I don't want to save images. I don't care how good they might 
be. I don't want anyone to ever have the chance of turning 
off the juice of imagination because he sees it ready made in 
a can, 


The only reason every person is not a master artist is that 
society has placed a psychological shield called faith on his 
courage and he as become a caged animal, brainwashed to the 
point of adopting it as his religion. We need psychodelic 
|conditions, That's what we need, and LSD should be required 
| with vaccinations for chidken pox. 
| 
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We are more used to an extremely fast flow of sounds thah we 
are to such visual stimulation, 


Isn't it strange how gast NUM ME bia has become a cliché! 1 


It seems that the answer lies in the agility of the composer 
jand his ability to control the distance between sensory 
eee and conceptual stimulation, 


